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Abstract   
In recent years, a number of Australian and international universities have offered 
the ability to complete postgraduate qualifications using the research frame known 
as creative practice as research. This has been particularly prevalent in the Drama 
discipline in the Creative Industries Faculty at Queensland University of Technology 
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(QUT). There has been a noticeable shift away from students undertaking a 
traditional research Master of Arts (Research) or Doctor of Philosophy to a higher 
proportion of research higher degree students undertaking research through their 
creative work. The somewhat ephemeral nature of the theatre and performance 
practice can generate anxieties for students about how to best represent, analyse 
and discuss the creative practice within a theoretical frame. The argument in this 
paper is situated in the experience of two artist-scholars who undertook their studies 
at QUT while under principal supervision of the author and explores the research 
scaffolds that supervisors in Drama at QUT have developed to assist research 
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Introduction 
Practice-led research, summarily known as “creative practice as research, 
performance as research, research through practice, studio research, practice as 
research or practice-led research” (Haseman, 2006, p. 3) is according to Gray (1996, 
p. 3) “initiated in practice, where questions, problems, challenges are identified and 
formed by the needs of the practice and practitioners; and that the research strategy 
is carried out through practice, using methodologies and specific methods familiar to 
us as practitioners”. This definition is supported by Rust, Mottram & Till (2007, p.11) 
who state: “Research in which the professional and/or creative practices of art, 
design or architecture play an instrumental part in an inquiry”.The creative practice 
as research approach is broadly accepted across a number of universities both here 
in Australia and overseas (see Barrett and Bolt, 2014; Haseman and Mafe, 2009; 
Haseman, 2006). Stock (2010, p.3) states that in Australia, “[i]t is now almost two 
decades since practice-led research has formed part of the Australian research 
landscape in universities with a strong creative arts presence”.The Creative 
Industries Faculty at Queensland University of Technology (QUT) was an early 
adopter of the research field of creative practice as research. As (Haseman, 2006, p. 
98) states; “historically, the practice of enquiry through research has been divided 
into two main categories; quantitative research that seeks to capture and use 
numeric data which measures and quantifies phenomena, constructing them in 
terms of frequency, distribution and cause and effect”.  
In recent Theatre Studies conferences such as Australasian Association for Theatre, 
Drama and Performance Studies (ADSA) and forums such as Real Time1 
(August/September 2012) there have been a number of conversations about how 
best to support an artist-scholar to successful completion. Indeed Barrett and Bolt 
(2014) note that: “practice-led research is a burgeoning area across the creative arts, 
with studio-based doctorates frequently favoured over traditional research. Yet until 
now there has been little published guidance for students embarking on such 
research”. I have been working as a supervisor of creative practice as research since 
2004 and have at times, along with my colleagues in the tertiary education sector 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  RealTime plus OnScreen is an Australian publication issues and articles covering 
innovative practices in visual and performing arts. It is published bi-monthly in both hard 
copy and online..	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struggled to find serviceable frameworks or structures to enable artist-scholars to 
confidently represent creative works with in academy.  
The discussion articulated in this paper emerges from critical personal engagement 
and reflection on the nature of creative practice within the academy as it applies to 
drama.   As such the research approach adopted in the paper is one of auto-
ethnography in which the researcher's personal experience forms a base of self-
reflection and the result writing this autobiographical story to wider theoretical 
contexts and understandings. As a method, autoethnography combines: 
 
… characteristics of autobiography and ethnography. When writing 
an autobiography, an author retroactively and selectively writes 
about past experiences. Usually, the author does not live through 
these experiences solely to make them part of a published 
document; rather, these experiences are assembled using 
hindsight In writing, the author also may interview others as well as 
consult with texts like photographs, journals, and recordings to help 
with recall. (Ellis, Adams & Bochner, 2011, n.p.) 
 
Adopting the position of an auto-ethnographer I offer the following commentary 
based upon my principal supervision of two Doctor of Philosophy students who 
graduated at the end of 2014. To gather the students’ impressions about the 
document frameworks and support structures that were activated during their 
candidatures I asked each student to independently respond to a series of questions 
by email. Both students have agreed to have their responses included in this paper.  
This paper is not an attempt to solve the issue but to continue this rich conversation 
so that drama students undertaking creative practice within a research degree have 
the best possible chance of successfully completing in a timely manner. In 
addressing these issues it is hoped that this “sharper focus … of research in the 
creative arts may also help establish studio-based enquiry more firmly within the 
broader field of research and scholarly activity” (Barrett, 2014, p.2). 	  
 
Defining the Artist-Scholar Field 
In an article written in 2009, Helen Yeates made the observation that: 
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At QUT, the creative practice/practice-led research higher degree 
students represent a wide range of disciplines such as music, 
dance, drama, film and television production, inter-active media, 
fashion, creative writing, visual arts and interdisciplinary arts. … The 
demand by RHD students for the creative practice research 
engagement has grown dramatically. (Yeates, 2009, p. 139) 
Yeates, points out in her analysis that “in the early 2000s, only 25 – 30 percent 
ventured into the creative practice-as-research domain” (Yeates, 2009, p.139). An 
audit of Master and Doctor of Philosophy students enrolled in the Drama discipline at 
QUT in 2014 reveals that the percentage of students undertaking creative practice 
has risen resulting in almost 70 percent of all RHD students in Drama positioning 
creative practice at the centre of their research. QUT Creative Industries Faculty 
recognized this growing engagement in creative practice as part of postgraduate 
research. From this year (2014) students are able undertake Master of Fine Arts 
(MFA) Research or a Master of Arts (Research). The former has been developed to 
cater specifically for the creative practitioner who wishes to interrogate and challenge 
their practice while the later is focused on more traditional research investigations. 
An artist-scholar, in the context of postgraduate studies in the Creative Industries 
Faculty at QUT, positions themselves in the field of practice-led research that 
encompasses various kinds of approaches. The raison d'être	  of an artist-scholar is 
that the research they undertake is an “equal partnership between artistic practice 
and research practice” (Nimkulrat, 2009, p. 39). That is to say, the postgraduate 
students are primarily artists who are exposing some form of inquiry in their art-
making practice with a view to discussing their work in the academic context. 
According to Candy (2006, p. 1) a practice-led researcher (or what will be referred to 
as an artist-scholar throughout this paper) is concerned with the nature of practice 
and results that have operational significance for that practice. Like Candy, Sarah 
Rubidge notes that research into artistic practice, through artistic practice “privileges 
the practice in and of itself. [It is] a rigorous, systematic, theoretical interrogation of 
concepts which are attendant on that practice” (Rubidge, 2004, p. 6). 
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Responding to the changing demographic 
The need for well-documented frameworks to support creative practice in drama has 
arisen due to a three key factors impacting on the research culture in drama at QUT 
and in creative disciplines more broadly: 
1. chronological age and experience of the candidates in research degrees 
undertaken through creative practice,  
2. placement of creative practice as research within the academy, and 
3. availability of structures and templates for students to allow them to 
communicate their research. 
If I use my discipline of Drama within the Creative Industries at QUT as a litmus test, 
I would note that the age demographic of research higher degree students is moving 
towards students who are in their early twenties. In my discipline at QUT five to ten 
years ago the students undertaking a research degree in either traditional research 
such as a theoretical examination of a play text or play-making process, or in the 
fledging field of practice-led research would have predominantly been in their mid 
30s or early 40s with a degree of professional practice behind them and possibly 
looking to re-orient or change practice. In more recent times the growth area in 
research students in Drama has been those students who go from and 
undergraduate degree to Honours where a first class result from the Honours year 
may result in automatic entree into a PhD program on scholarship.  For these 
students with minimal professional experience and creative practice behind them the 
creative work they make in either an MFA (Research) or PhD program can serve as 
a leaping-off point into professional practice. The young artist-scholar begins to build 
a professional portfolio of practice inside a research program and as such the 
supervisor is assisting young artist-scholars to see their practice in the broader 
performance industry context. And so, this is a deliberate approach that staff at QUT 
Drama undertakes to assist the young artist-scholars to think beyond the scope of 
the research degree by encouraging them to develop work that you could then have 
application in an industry context.  
 
For example, David Morton had the theatre work he developed in his Honours, The 
Timely Death of Victor Blott, programmed in the Metro Arts Independent Theatre 
Program (Brisbane) the year following the completion of this Honours. His first work 
in his PhD, version one of The Harbinger, was programmed in La Boite Theatre 
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Company’s2 independents season last year. Artistic director David Berthold saw the 
work’s potential and programmed it for the main stage. By the time he graduated in 
2013 he was twenty-four years old with a PhD and a professional track record at a 
leading Australian performance venue. Such as path has allowed David to use the 
Doctor of Philosophy as an entrée into the professional field of practice and establish 
himself as artist-scholar. 
 
Placement of creative practice as research within the academy 
The Academy both in Australia and internationally is not yet at a point of accepting 
that the creative practice can be the sole communication device for creative practice 
as research. As Daichendt (2012, p. 21)	  notes:	  “[w]riting appears to be the common 
denominator to understand the implications of art practice”. A number of tertiary 
institutions such as University of Wollongong, University of Leeds’ Centre for 
Practice-Led Research in the Arts, Nottingham Trent University, Royal Holloway – 
University of London, and QUT are challenging the idea that the research expressed 
through the creative work cannot be the sole examinable output, that is the process 
of creating the art work and the resultant product are the expression of research 
itself. Accepting that currently in Australia a research higher degree cannot be 
submitted without a supporting exegesis Creative Industries Faculty at QUT describe 
two types of practice-led research as being “a Method of Data Collection or a Means 
of Reporting” (Queensland University of Technology, 2013). In both species of 
practice-led research a written outcome is required. 
In the case of the first type of practice-led research,  
 
[T]he creative practice itself is not an examinable component of the 
thesis even if the creative process may be a major part of the 
methodology. A documentation of the practice becomes part of the 
thesis but not the practice itself. The word length is normally the same 
as a written thesis. (Queensland University of Technology, 2013) 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2	  La Boite Theatre Company is a major Australian theatre company based in Brisbane. 
Queensland in Australia. La Boite is the second largest theatre company in Queensland. 
Established in 1925, it is known for its bold, contemporary approach towards theatrical texts, 
and its development of new Australian work.	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When a research student chooses to use practice as a means of reporting, Creative 
Industries Faculty describes this as “ research is that in which the creative practice 
leads the research in such a way that its major findings reside in the practice itself”  
(Queensland University of Technology, 2013). In this mode the creative work 
becomes the central component of the examinable outcome. The creative practice 
can comprise between 50 percent and 75 percent with the remaining percentage 
being an accompanying exegesis. In numerical terms this means if the practice is 
weighted at 75% then the research students writes a minimum word length for the 
written component of the study for a Doctor of Philosophy - 20,000 words (25 
percent of 80,000 words) or Master of Fine Arts (Research) 7,500 words (25 percent 
of 30,000 words). The exegesis is not examined as a separate work but is 
considered along with the creative practice, which together represent the argument 
or investigation of the research topic, with both components forming an 
interdependent doctoral outcome. 
The performance iconoclast and leading figure in production of Happenings, 
principally amongst the New York avant-garde Allan Kaprow once said “… the line 
between art and life should be kept as fluid as possible, perhaps indistinct” (Kaprow, 
2002, p. 260). Using Kaprow’s mantra as a leaping off point, as a supervisor of 
creative practice within the academy, my mantra for Drama research students 
navigating through this research approach is that the art and the research should be 
kept as fluid as possible, but so tightly intertwined that one cannot exist without the 
other. Using Morton’s creative practice research as an example again, one of the 
first conversations we had at the commencement of his PhD was around the 
problem he wanted to find an answer to. In Morton’s case he had already identified 
an area for further investigation in writing up his findings for his Honours. Morton’s 
problem related to a fascination with the position of puppet-based theatre in 
programs that were not aimed at children. In his Honours most of the literature he 
could find around the suspension of disbelief, the engagement with the imagination 
and the encounter with the sublime, was to do with children’s theatre. He had a 
hunch that adult-oriented puppet theatre would have the same effect. The only way 
he could prove that was to make some work and trial it. This approach is what 
Haseman has coined an “an enthusiasm of practice’: something which is exciting, 
something which may be unruly, or indeed something which may be just becoming 
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possible as new technology or networks allow (but of which they cannot be certain)” 
(Haseman, 2006, p. 3).  
 
All the activity that David Morton undertook throughout the practice-led investigation 
was framed through a problem-based methodology. It can seem counter-intuitive. In 
the Drama discipline at QUT (and elsewhere in the Creative Industries Faculty at 
QUT) staff often discuss the nature of making theatre. Drama staff take the position 
that as theatre makers, either professional or student, you do not start making a 
theatre work with a research question. Rather the practice is already defined by a art 
form-based or process-based problem. Creative practice as research challenges the 
artist-scholar is to take the form or process problem into a research paradigm, to 
analyse it and put the contemporary literature framework around it to inform other 
practitioners who might be in that same position. In doing so, the artist-scholar is 
speaking back to the theory-practice field, thus providing new insights and original 
contributions to knowledge for other artist-scholars and artists working outside a 
research paradigm to draw upon. 
 
Scaffolds to assist the artist-scholar to develop and communicate the practice 
Rust, Mottram & Till (2007, p.10) discuss the nature of creative practice as research. 
They say: “[t]he expression, ‘practice-led’, does not describe a single set of ideas 
about research. Its meaning varies with discipline, location and person and it varies 
with the questions that are investigated”. As a result of this fluidity the emerging 
artist-scholar can find it difficult to generate structures that allow them to 
communicate their hunches to others as they move towards the necessary 
examination. Where the creative practice outcome is an examinable product Drama 
and other disciplines in the Creative Industries Faculty have adopted the idea of a 
Framing Document:	  
In the case of visual or live performing arts, examiners will attend 
the exhibition/performance, at which time they will be given a 
framing document (typically between 10-15 pages). This is to 
provide a context for the creative work to be framed in a research 
environment. (Queensland University of Technology, 2013) 
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David Morton speaks eloquently about the role of the framing document within the 
field of creative practice as research. Morton says: 
The compilation of the framing document was a useful chance to 
take stock of the project as a whole, and how the theoretical and 
practical components were talking to each other in a very honest, 
and somewhat startling manner. I also found it to be an incredibly 
useful part of the PhD process that forced me to engage in critical 
reflection in action, which I believe was ultimately the reason for the 
success of the project as a whole. (Morton, Personal 
Communication, 2014) 
 
Typically, the Framing Document is delivered to the examiners of the final work two 
to three weeks prior to the delivery of the creative practice in situ, in most cases in a 
theatre. It is at this point that the dual mind of the artist-scholar is called into action. 
Sarah Winter, another artist-scholar who completed a PhD in Drama at QUT states 
that the Framing Document “… acts as a marking schema to clearly build a lens for 
the marker to view your work through” (Winter, personal communication, 2014). She 
goes onto say; 
 
The timing of the framing document was pivotal for me as it 
concretised exactly what I was examining through my final practice. 
That opportunity to clearly express my research before heading into 
my final practice helped to shape my final work by really nutting out 
the key ideas. As a result of this concentrated reflection I believe 
my final work was richer and had a very strong connection with the 
theory. (Winter, Personal Communication, 2014) 
 
A final copy of the exegesis is provided to the examiners within three months of 
viewing the creative work and includes rich media documentation of the creative 
work. The exegesis continues to be a much-debated component in practice-led 
research. As a supervisor the position I adopt is that the theory and practice should 
be so tightly intertwined that one cannot exist without the other. The exegesis that 
both Morton and Winter undertook included a literature/contextual review, a method 
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statement, presentation of data, data analysis using the theory and literature 
approach for the study and an articulation of findings – all the hallmarks of a 
traditional PhD. The main point of difference is that the ephemeral creative product, 
in this case a work based in the frame of theatre, needs to also be represented in the 
exegesis as a permanent record of the practice component. This will normally be a 
combination of photographic record of the performance, video, DVD or other 
multimedia format. 
 
The Framing Document, for both Morton and Winter, provided the bedrock for the 
construction of the exegesis. Winter notes; 
 
The framing document constituted approximately 85 percent of 
my exegesis. It gave me the architecture and the building blocks 
for the exegesis so that when I returned post final practice I knew 
what gaps I needed to fill and what parts needed to be revised. 
The process of moving from framing document to exegesis was 
centred on adding the data from the final practice, clearing up the 
story that was threaded throughout and really drilling down to the 
key terms and key ideas. (Winter, Personal Communication, 
2014) 
David Morton concurs with Winter’s point of view by saying: 
The groundwork that I had done in the framing document 
effectively became the skeleton for the second half of the 
document. Importantly it also set up the framework for my data 
analysis, highlighting key moments and concepts for discussion in 
the document just as they had been flagged for the examiners 
when they experienced the creative work. (Morton, Personal 
Communication, 2014) 
At this juncture it is important to point out that the artist-scholar is not encouraged to 
attempt to undertake the construction of the Framing Document while creating the 
final examinable work. While the two components are in a symbiotic relationship both 
need time and space to develop fully. This process is reflected in a comment from 
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Winter: 
At the time it was a very intense process, being forced to 
articulate your research to date and then switching into full time 
creative mode - but that intensity and focused energy submersed 
me in the world of the research and the practice. It put me in an 
amazing place in which I could focus with clarity on what I was 
making, why I was making it and what I wanted to contribute to 
my field of research.	  (Winter, Personal Communication, 2014)	  
As such the two to three week window after the submission of the Framing 
Document provides the necessary creative space and energy required from the 
artist-scholar for the final creative work.  
The Framing Document allows the artist-scholar to develop a dynamic dialogue 
between their practice and the theoretical frame into which they have placed the 
practice. As such, the Framing Document becomes the backbone of the exegetical 
component for examination. David Morton is clear in his articulation of how the 
Framing Document assisted him in developing the exegesis for examination. Morton 
states: 
 
Following the examination of my creative work, as I began to 
prepare my exegesis for submission, the groundwork that I had 
done in the framing document effectively became the skeleton for 
the second half of the document. Importantly it also set up the 
framework for my data analysis, highlighting key moments and 
concepts for discussion in the document just as they had been 
flagged for the examiners when they experienced the creative work. 
Additionally, summarised sections of my methodology and literature 
review were included in the framing document, and when moving 
into the final exegesis, it turned out that these summaries were 
much more effective in communicating my ideas than the pages 
and pages of discussion that had previously made up those 
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chapters and so they were substituted in part to take the page 
count down. (Morton, Personal Communication, 2014) 
 
The artist-scholar must be guided to build “discursive links between the already 
existing theories and practices in the field to give … the inspirational leverage both to 
create and to ‘read’ [their] own text” (Yeates, 2009, p. 141). By doing so, the theory 
and practice are inextricably linked and therefore interwoven seamlessly as praxis. 
Conclusion 
Perhaps what the academy is searching for is a research-based version within 
creative practice of Wagner’s notion of Gesamkunstwerk3 – a total form in which the 
practice and theory engage simultaneously. It is my belief that the approach we are 
taking in Drama and other discipline in the Creative Industries Faculty at QUT is 
making significant inroads into the energetic interplay required in the field of creative 
practice as research. Embracing the term artist-scholar to characterize practitioners 
who wish to interrogate their practice within the academy allows both the student and 
the supervisor to bridge the false binary of artist or scholar.  For both higher degree 
research students, David Morton and Sarah Winter the use of frameworks such as 
the Framing Document pushed them to develop self-reflexivity that provided rigour 
on artistic decisions. The opportunity to reflect on the aesthetic and theoretical 
underpinnings of the study prompted new considerations about the structure of their 









	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  Gesamtkunstwerk translated in English means the entirety is a work of art or total 
work of art. All the elements of performance are integrated as in operatic form. In 
adopting this term, in this context, I am signalling that both the practice and exegesis 
must work as a single entity, that is, one cannot exist without the other.	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